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Abstract
This project attempts to contribute to the exploration of the following question: To what extent and under

what conditions are the goals for teamwork and collectivity compatible with the effort for the development
of creativity in the case of visual arts education?

When it comes to teaching art, every educational intervention is formed, organized and principally given
meaning on the basis of the peculiar nature of the artistic act. This procedure reflects the art itself, the
desire to create as well as the meeting with the visual production. Attempting to reach the core of this
approach we have as base the theoretical framework of M. Merileau-Ponty, according to whom an artistic
act is mainly an expressive activity.

But what are the limits of the artistic act in a place which functions in accordance with specific educational
designs? To what extent is the intervention of the educator Justified? Can the educator himself act
artistically by participating actively along with his students in collective visual art acts? Does teamwork
assist or, on the contrary, undermine personal creative efforts?

These questions were examined during a pilot project, which was the result of a triennial collaboration
between the Department of Educational Sciences and Early Childhood Education of Patras University and
the School of Visual Arts of the Municipality of Rion. Active artists with no particular proficiency in
pedagogy or previous teaching experience were chosen as the School’s collaborators. The purpose of
this choice was that the artists would act exclusively on the basis of their artistic side, acting artistically in
work teams which were constituted by the artists themselves, preschoolers and primary school children.
The only didactic convention they had to observe was the attempt to convey to the children their way of
thinking and working, in order to illustrate the set of actions contained in an artistic practice. The artists
were also asked to record their commentaries and preserve the entire produced material, from the first
drafts and sketches to the works considered complete.

The artists established an ambience of real visual and creative conditions, in which everything is under
the service of the expressional attempt. In this frame various experiences are combined, the existing
information is not limiting, known situations are being conceived in original ways; new prospects are being
opened up. This pattern introduces us fo the concept of creativity, in the way suggested by J.P. Guilford,
according to whom creative thinking is the result of the combination of two separale intellectual functions:
convergent and divergent thinking.

Joint creative activity was the cohesive element of every team and the final work came up as a collective
resuff, to which every member had contributed in its own special way. When the children worked
individually again, the experience they had acquired was reflected in the variety of their personal
expressions and their inquiring attitude towards the expressive means. The guality of the shared
experience -both by adult artists and by the children— in this collective frame, is not obviously measurable,
nevertheless it's crystallized in the belief that the creative practice, even though it is a personal
achievement, emerges, gets materialized, and is reinforced through organized common human

interaction.
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Introduction

The aim of this project is to highlight the meaning of the artistic act in an educational frame, whilst, at the
same time, the following question is posed and is investigated: to what extent and under what conditions
the goals for cooperation and collectivity are compatible with the effort of increasing creativity, when it
comes to visual arts?

The personal involvement of children in the artistic process is thought to be one of the most indisputably
self-evident facts in the area of visual arts education. In an equally self-evident and uncritical way, visual
acts are thought to be almost “synonymous” with creativity. Nonetheless, the picture that is being
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presented ‘mos_t of the time in the educational reality doesn't fully justify taking these issues for granted.
Some clarifications related to the meaning of the artistic act at school are needed, as well as the terms
and conditions under which the visual acts are actually “creative”.

These questions were examined during a pilot project, which was the result of a triennial collaboration
between the Department of Educational Sciences and Early Childhood Education of Patras University and
the School of Visual Arts of the Municipality of Rion. The purpose of this project was to research the limits
of educational intervention in the area of visual education, at the time when it is being designed,
organized, formed, and, principally, given meaning, while constantly focusing on the artistic act itself. In
this sense, the meaning of creativity, which many definitions and theories have tried to understand and
explain, is presently being approached in relation to some features of the artistic act.

The artistic art as a creative act

The first question arising from the above, concerns the nature of the artistic act itself. Attempting to reach
its core we make use of the approach of M. Merleau-Ponty, according to whom the artistic act is mainly an
expressive activity that gives meaning to human experience, as it constitutes an attempt to give shape to
what would otherwise be —most possibly- trapped inside each separate conscience (Merleau-Ponty,
1991, p. 43, 45). Thus the artistic act principally constitutes an attempt of externalization, an attempt of

utterance of meanings in a visual way.

This essential and fundamental feature of the artistic act isn't necessarily ignored or hidden in the frame of
an educational convention. The expressive attempt ought to be present even at this state, as, otherwise, a
primary aspect that teaching ought to highlight, is being obscured: regardiess of the frame, the visual act
is an act of externalization and it obeys to an attempt to render something visible and presentable to
others.

Obeying this expressive intention, the artistic act is not susceptible of any methodological limitations, it
can surpass all restrictions and barriers, it can overcome all the limits of “ordinary” shapes and ideas,
creating new unexpected connections and combinations (Wilson, 2003, p. 211, 213). Therefore, it
escapes codification, it can’t be determined accurately and it can't be standardized, because neither can

the meeting with art -the aesthetic experience- be standardized.

From this viewpoint the attempt of creating visual forms requires the activation of a “free” mental process,
in the frame of which various experiences and segments of knowledge are being combined without
limitations, known situations are being conceived in totally new ways, new prospects are being opened
up. Nonetheless, all these elements that constitute the “substratum” of the artistic procedure must be
systematized, organized and clarified, in order to achieve a specific visual result each and every time.

This pattern introduces us to the concept of creativity in the way it is suggested by J.P. Guilford, according
to whom creative thinking is the result of the combination of two separate intellectual functions: divergent
and convergent thinking (Guilford, 1950, p. 445, Salla-Dokoumetzidi, 1996, p. 51). The first function
(divergent thinking) “moves” in the area of the conception of new ideas, new situations, radically new and
fantastic ways of thinking without any logical support being needed. On the contrary, convergent thinking
attempts to give a certain structure to the products of imagination and to proceed to designs that aim to
their realization. Creative thinking moves between those two “poles” and so does the artistic act.

Intervention based on the artistic act

The question arising at this point concerns the determination of the meaning of artistic act within the frame
of an educationally designed place -i.e. a school of arts, a school- in which an educational project is being
implemented. In this frame, the meaning of the artistic act at school, consists of making the child
understand, through its personal experience, the reasons for which visual art forms are being created and
the ways through which they are being created, thus aiding the child to gradually form a cohesive, overall
and complete point of view in regards to art. This is the purpose of visual art education and this purpose
doesn’t confine itself, neither does it change according to the age group addressed.

A series of new questions arise here: within the frame of this educational convention, is the expressive
attempt completely absent? To what extent can our educational intervention coordinate with the artistic



expressive efforts?
These questions were examined in the frame of the educational Project that we mentioned at the very
beginning. Certain of its primary aspects will be presented now on.

Description of the project

from the same basis that adults artists do. The expressive attempt, with the exact meaning given to it by
Merleau-Ponty (Merleau-Ponty, 1991, p. 43, 45), as a visual utterance of meanings, was posed as g start

point.
The project was divided in four stages:

A. At first children were encouraged to work individually, without any kind of intervention, in an exploratory
introductory meeting. Their creations did not lack the expressional qualities expected from their age,
nevertheless the presence of certain designing stereotypes as wel| as the awkwardness concerning the
treatment of their concept and the use of the artistic means were profound. It was notable that their
subjects were narrowed down to the classic stereotypes (princesses, castles, heroes of illustrated stories
etc.), while it was also notable that they didn’t edit the background and that, even though they were
offered a wide variety of materials to work with, they almost exclusively used markers, the only material

with which they were already familiar.

B. On the second stage a particular didactic convention was created. This convention was the one of a

traditional School of Arts nd could be described as a medieval kind of convention, as the artists worked

having the children as their assistants, in order to convey to the children their way of thinking and working

artistically. The role of every artist was to reveal the Processes in which he is involved, his expressive

intentions, the ways to explore his thoughts and ideas, the criteria and the reasons why he chooses to use
: i ) ;

outcome.

In this frame a certain schematization of the artistic process was considered useful, according to certain
stages, in the way that they are being suggested by several scholars of the teaching of art: the desire of
artistic expression, the conception of an idea, the mental process of it and the artistic realization of this
idea were considered to consist the elements that should be highlighted as integrated and yet separate
stages of this procedure (Chapman, 1993, p. 42, 54, Epstein & Trimis, 2005, p. 178, 179). The setting of
the stages mentioned above was considered a useful convention for the didactic conditions, mainly for
two reasons: firstly, in this way, an initial starting-point is set up, in order to organize our educational
intervention in relation to it, and furthermore a too| is offered so as to find out what the children acquired in

every stage, according to their initial abilities.

The starting point of our intervention concerned the first stage (that was the conception of an idea). The
aim was to make the children realize that artistic work begins a long time before they actually touch their
tools and their materials, as an idea that develops, perfects itself and gradually gets materialized, and,
thus, it is not createq magically, nor is it created incidentally. Above all we wanted to show that there s ho
such thing as a special kind of “artistic” idea, that anything can be the source of inspiration and the “spark”



for creation. We urged the children to create little simple figures of clay and, then, to add to them natural
materials that they collected by themselves from the School of Arts’ garden, in order to create simple
compositions. Thus, we wanted the children to direct their attentiveness towards every object, every
material, and realize that it can be used artistically.

Then, every artist undertook to create a three-dimensional visual compossition using several materials,
having little groups of children (consisting of 5 or 6 of them) as his assistants, Simple subjects, such as g

In this particular instance offers the children a chance to understand intimately the ways through which,
artistic forms are created and the reasons why they are produced. Each work was the result of 5 constant
quest; each process seemed to reveal itself gradually. The fact that there was a discussion, investigation
and elaboration of the initial idea, did not necessarily mean an accurate determination of the final form.

The relation of the expressive means with the expressive intention and vice versa, the transformation of
an idea based on the quality of the materials was considered as 3 principal artistic ability that had to be
realized: the expressive attempt leads to the choice of a certain material, but experimenting with materials
is a source of inspiration. What the children used were not parts of a certain special kind or category.
Anything could be employed considering the expressive attempt. Even the transformative process, in

D. In the fourth stage of the project the children worked individually, with the Presence of the artists being
as discreet as possible. In this frame every kind of attitude connected to their research was considered
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participation of the children in original artistic Procedures is the means through which they can form the
notional tools in order to be able to meet art on their own.

What the educator ought to do in the first place is to create these conditions that allow the presence of the
artistic act. He must Create conditions of collaboration with the children, conditions inquiring, when it
comes to the effort of approaching the issues that May arise, and capable of coordinating with the artistic

on the first place have researched and considered the nature of the artistic act and then be driven to the
inquiry of a compatible way of teaching and not the other way around. By that we mean that he should not
adapt his intervention according to some predefined educational standards. Thig issue is Certainly a
primary duty of the Departments of Educational Sciences, Particularly of the ones that have to do with

Early Childhood Education.
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